




























































































In	 this	 dissertation	 I	 examine	 the	 roles	 of	 the	 cinematographer	 in	 fiction	 feature	 film	
production.	 I	 begin	 the	 discussion	 with	 a	 historical	 review	 of	 the	 emergence	 of	
cinematography	as	a	specialised	field	in	early	cinema.	This	corresponds	with	developments	in	
camera	technology	that	enabled	accurate	framing,	lighting	and	the	possibility	of	movement.	
In	 order	 to	 provide	 a	 framework	 for	 further	 discussion,	 the	 first	 chapter	 proceeds	with	 a	
review	 of	 formal	 definitions	 and	 less	 conventional	 definitions	 of	 the	 role	 of	 the	
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history.	 This	 section	 of	 the	 literature	 review	 will	 focus	 on	 the	 development	 of	 imaging	
machinery	as	 the	 likely	cause	 for	 the	emergence	of	cinematography	as	a	 specialised	 field.	
However,	a	 review	of	 the	historical	evolution	of	 cinematography	since	1896	until	 today	 is	
beyond	the	scope	of	a	single	section.	Rather,	the	discussion	will	 focus	on	key	moments	of	
cinematic	development	in	the	early	twentieth	century.	Following	this	I	will	present	various	
perspectives	 on	 the	 roles	 of	 the	 cinematographer	 in	 relation	 to	 the	 development	 and	
production	of	fiction	films,	and	the		significance	of	‘visual	style’	(Salt,	2009;	Delbonnel	in	van	
Oosterhout	 et	 al.,	 2012,	 pp.	 176–7),	 as	 the	 contribution	 of	 the	 cinematographer	 to	 film	
development,	production	and	post-production	.		
	






Nolan	and	(David)	Fincher1.	 	However,	a	different	picture	emerges	 in	 industry	publications	
																																																						
1	This list of names is based on popularity ratings in online resources such as IMDB.com.  
2	
	
and	 technical	 filmmaking	 books,	 journals	 and	magazines2,	 where	 the	 cinematographer	 is	
regarded	 as	 the	 serious	 shaper	 of	 meaning,	 and	 the	 collaborative	 process	 between	 the	
director	and	the	cinematographer	is	foregrounded.	Indeed,	a	closer	examination	of	the	work	












analysis	 of	 the	 collaborative	 relationship	 between	 the	 director	 and	 the	 cinematographer	
should	be	useful	to	academic	researchers	and	practicing	professionals.	This	critical	study	can	






of	 locally	 produced	 films4.	 There	 are	 currently	 two	 main	 publications	 in	 South	 Africa	
specifically	focused	on	various	aspects	and	forms	of	production;	these	are:	Screen	Africa	and	
Callsheet.	 Both	 publications	 occasionally	 address	 matters	 of	 production	 relating	 to	
																																																						
2 Some notable examples of these are: American Cinematographer Magazine, ICG Magazine, British 
Cinematographer Magazine, Sight and Sound, AV Specialist (see also (Brown, 1996; Frost, 2009; van 
Oosterhout et al., 2012; Wheeler, 2009)	
3	This is further supported by Bertolucci (Bertolucci, 2003) and Frost (Frost, 2009),	
4	National Video and Film Foundation (2015), Research Reports [online] available from: 









I	 have	 chosen	 to	 analyse	 and	 discuss	 three	 very	 different	 films	 that	 I	 worked	 on	 as	
cinematographer.	Each	of	these	projects	required	a	very	different	set	of	roles	and	obligations:	
SMS	Sugar	Man	(Kaganof,	2008)	is	“the	first	feature	film	shot	entirely	on	a	cellphone”	(Meijer,	











challenges	 presented	 by	 the	 script	 in	 relation	 to	 budget	 and	 locations.	 The	 film’s	 script	
operates	 on	multiple	 levels:	 it	 is	 a	 nuanced	 thriller	with	 a	 strong	 political	 statement,	 it	 is	
potentially	 a	 radical	 depiction	 of	 violence	 and	 sex,	 and	 boldly	 interrogates	 possible	
connections	 that	 exist	 between	 them,	 all	 within	 a	 contemporary	 South	 African	 context.	
Impunity	 would	 have	 been	 a	 difficult	 project	 for	 the	 cinematographer	 on	multiple	 levels:	
technically,	in	terms	of	addressing	both	the	director	and	the	producer’s	ambition	for	the	very	
large	scope	of	production,	set	against	the	reality	of	a	restricted	budget	and	also	creatively,	as	




















film	 producers	 in	 terms	 of	 budget	 planning,	 their	 understanding	 of	 film	 technology,	
scheduling,	and	decisions	about	production	locations.	Finally,	it	may	benefit	further	academic	




the	 imagery	of	 films.	Therefore,	 the	 first	 chapter	will	 focus	on	 the	 following	 topics,	which	
concern	the	forces,	ideas	and	materials	that	shape	the	work	of	the	cinematographer:		
definitions	 of	 cinematography	 and	 possible	 roles	 of	 the	 cinematographer,	 history	 and	
development	 of	 cinematography,	 technical	 aspects	 of	 the	 craft	 of	 cinematography,	 the	
















important	 that	 I	 discuss	 some	 definitions	 of	 cinematography	 in	 order	 to	 understand	 and	
delimit	the	creative,	collaborative	and	technical	domain	of	the	cinematographer.		
	
It	 is	 important	 to	 note	 that	 the	 collaborative	 project	 between	 the	 director	 and	 the	





to	 understanding	 and	 engaging	 with	 the	 meaning	 of	 the	 majority	 of	 films.	 The	
cinematographer’s	 contribution	 is	 discussed	 from	 a	 technical	 perspective	 -	 this	 generally	
includes	detailed	analysis	of	decisions	made	about	which	cameras,	lights	and	lenses	used	in	
production.	The	emphasis	is	usually	on	how	these,	and	other	tools,	were	creatively	deployed	
in	 response	 to	 the	director’s	 vision	of	 the	 film	and	 interpretation	of	 the	 script.	While	 the	
importance	of	cinematography’s	deployment	of	imaging	technology	is	widely	acknowledged	





as	 cinematographer	 in	 the	 South	African	 film	 production	 economy	 that	 the	 reality	 of	 the	
6	
	
collaborative	 project	 is	 often	 radically	 different.	 Restrictive	 production	 budgets	 result	 in	
contractual	 agreements	 that	 allocate	 insufficient	 time	 for	 development.	 The	 outcome	
therefore	 may	 be	 viewed	 as	 a	 rushed	 development	 phase	 that	 prioritises	 production	








may	 highlight	 its	 significance	 in	 order	 to	 draw	 the	 attention	 of	 the	 various	 stakeholders	
(financiers,	distributers,	producers	and	also	film	theorists)	to	its	essential	role.		
	
Historical perspective on the changing role of the cinematographer and 




with	 the	 increasing	 production	 of	 films	 that	 rely	 on	 the	 latest	 inventions	 in	 computer-
generated	imagery	(CGI),	green-screen	and	scanning	technology.		
	
The	emergence	of	 the	cinematographic	medium	 in	 the	 late	nineteen	century	parallels	 the	
invention	 of	 flexible	 emulsion	 film	 technology	 which	 was	 developed	 for	 the	 Kodak	 stills	
camera	(Salt,	1983,	p.	40).	Prior	to	this,	the	photographic	reproduction	process	involved	using	
glass	 and	other	 hard	material	 plates	 on	which	 the	 image	was	photo-chemically	 recorded.	
Logically,	in	order	to	record	a	movement	in	time	from	a	single	point	of	view,	several	sequential	














medium	 (1895-1900),	 none	 of	 the	 well-established	 techniques	 in	 photography,	 such	 as	





and	Chaplin’s	early	 films	 (The	Fatal	Mallet	1914,	The	Masquerader	 81914).	 	 Salt’s	detailed	
review	of	the	history	of	cinematic	visual	style	and	his	analysis	of	the	history	of	image	creation	




meaningless.	 Indeed,	 in	 the	 absence	 of	 aesthetic	 choices	 at	 the	 time,	 the	 role	 of	 the	
cinematographer	may	have	been	limited	to	the	consistently	accurate	cranking	of	the	camera	
handle.	 Inversely,	 when	 controlling	 the	 properties	 of	 the	 cinematic	 image	 (movement,	
lighting,	contrast,	colour,	framing	and	composition)	is	enabled	by	advanced	technology,	it	is	
the	mastery	of	the	technology	by	the	cinematographer	that	enables	creative	choices,	richer	
cinematic	 vocabulary	 and	 should	 greatly	 influence	 the	 process	 of	 planning	 and	 pre-
visualisation.		
																																																						
7	Persistence of vision describes the preservation of an image on our retinas for about one tenth of a 
second, during which time, in darkness, the displayed image is replaced by the next image in a 
sequence which creates the perception of motion. 
8	The Masquerader includes several scenes of a film set, we see the set, the actors and the 
cameraman. The cameraman passively observes the scene while he turns the crank handle, which 








cinematographic	devices	of	panning	and	tilting	was	an	exception	 in	 films	of	 that	era	 (Salt,	
1983,	pp.	77–78,	154).	The	difficulty	in	using	camera	movements	as	storytelling	devices	was	
rooted	 in	 camera	 technology.	 The	 absence	 of	 any	 view-finding	 apparatus	made	 accurate	
compositional	decisions	impossible	during	filming.		Until	the	introduction	of	motorised	film	








paved	 the	 way	 for	 experimentation	 and	 creative	 possibilities	 in	 composition	 and	 camera	
movement.	 One	 of	 the	 earliest	 films	 that	made	 extensive	 creative	 use	 of	 these	 technical	
developments	is	The	Last	Laugh	(Murnau,	1924	–	with	cinematography	by	Karl	Freund).	This	







and	 in	 part,	 supports	 the	 conclusion	 drawn.	 Throughout	 the	 history	 of	 cinema,	
cinematography	has	been	 impacted	by	technical	discoveries	which	challenged	and	offered	
new	 creative	 opportunities	 to	 cinematographers.	 The	 creative	 use	 of	 technology	 in	
filmmaking	 is	 implicit	 in	 the	 work	 of	 the	 cinematographer.	 In	 his	 meticulous	 analysis	 of	












Filmmaking	 technology	 is	 advancing	 at	 a	 rapid	 pace	 and	 new	modalities	 are	 devised	 and	
updated	 regularly	 in	 terms	 of	 employment,	 roles	 and	 designations	 in	 the	 global	 film	
production	economy.	This	has	significant	 impact	on	the	role	of	the	cinematographer.	New	
technology	both	 liberates	and	 restricts	new	generations	of	 cinematographers	 to	narrower	
production	 frameworks	 in	 terms	of	budgets	and	 time	 frames.	On	 the	one	hand,	 it	 can	be	
argued	that	innovation	in	the	early	days	of	cinema	may	have	given	birth	to	cinematography	
as	 a	 highly	 specialised	 and	 creative	 professional	 field,	 and	 that	 innovations	 in	 image	
technology	 continuously	 inspire	 and	 give	 birth	 to	 new	 forms	 of	 visual	 storytelling.	 The	




choices	 in	 the	 cinematographer’s	 palette	 are	 depth	 of	 field	 and	 grading.	 With	 recent	
developments	in	the	Light	Field	camera	technology	and	16bit	depth	filming,	which	are	likely	
to	 become	 technical	 conventions,	 the	main	 aesthetic	 choices	 of	 depth	 of	 field,	 contrast,	






cinematographer	 as	 a	 “technical	 hand”	 in	 the	 construction	 of	 films,	 in	 a	 way	 that	 was	









question	of	 the	 role	of	 the	cinematographer	during	 the	different	phases	of	production.	 In	
order	to	explore	this	question	in	more	detail	and	develop	a	more	critical	understanding	of	the	
role	 of	 the	 cinematographer,	 the	 discussion	 in	 the	 following	 two	 sections	 will	 focus	 on	
possible	definitions,	perspectives	and	positions	on	cinematography	in	terms	of	creative	and	
technical	 practices.	 I	 will	 also	 attempt	 to	 explore	 the	 shifting	 collaborative	 terrain	 of	 the	
cinematographer’s	work	in	contemporary	film	production.		
	
Classic or formal definitions of cinematography 
In	 his	 seminal	 work	 Notes	 on	 the	 Cinematographer,	 Bresson	 refers	 to	 the	 act	 of	
cinematography	as	a	“writing”	of	the	visual	text:	“Cinematography	is	a	writing	with	images	in	
movement	and	 in	 sound”	 (Bresson,	1997,	p.	2).	 For	Bresson,	 cinematography	 is	a	 form	of	
writing	 that	 produces	 and	 arranges	 images,	movement	 and	 sound	 in	 the	 construction	 of	
meaning.	 Bresson’s	 definition	 is	 broad	 and	 does	 not	 exclusively	 define	 the	 work	 of	 the	
cinematographer.	Indeed,	Bresson	himself	explains	that	his	use	of	the	term	‘cinematography’	
includes	 the	 work	 of	 the	 director	 with	 performance	 and	 dialogue.	 Although	 Bresson’s	
definition	 may	 seem	 out	 of	 place	 in	 a	 chapter	 that	 aims	 to	 define	 the	 role	 of	 the	
cinematographer,	I	am	using	his	classification	to	begin	a	reductive	process	in	which	I	search	
for	 a	 narrower	 definition	 of	 cinematography	 that	 can	 be	 more	 applicable	 to	 the	 critical	
analysis	of	this	dissertation.	I	find	it	interesting	that	Bresson	does	not	make	a	clear	distinction	
between	the	role	of	the	director	(himself)	and	the	cinematographer	(lighting	cameraman)	in	
his	 writing.	 Instead,	 Bresson	 creates	 a	 category	 –	 cinematography,	 which	 describes	 the	
creative	and	technical	space	in	which	a	film	is	created.	Rather	than	assigning	specific	roles	to	
persons	which	denote	specific	areas	of	specialisation,	we	have	 in	Bresson	a	collective	and	
creative	metaphysical	 space	 that	 comprises	 the	various	aspects	of	and	occupations	 in	 the	





Bresson’s	 statement	 is	 significant	 in	 another	way;	 it	 locates	 cinema	exclusively	within	 the	
visual-sonic	 domain9,	 and	 re-imagines	 it	 as	 visual	 text.	 For	 Bresson	 the	 act	 of	 generating	
images,	editing	them	and	producing	a	film	is	the	act	of	writing	a	visual	text	with	the	use	of	
materials	such	as	physical	objects,	movement	and	light	energy.	It	brings	to	mind	Sebastião	
Salgado’s	 definition:	 “A	 photographer	 is	 literally	 someone	 who	 draws	 with	 light.	 The	
photographer	writes	and	rewrites	the	world	with	light	and	shadow”	(Salgado	and	Wenders,	
2015).	 Italian	 cinematographer	 Vottorio	 Storaro	 proposes	 a	 similar	 view:	 “Cinema	 is	 a	















of	 cinematography,	 which	 is	 stated	 in	 the	 American	 Society	 of	 Cinematographers	 (ASC)	
manual	as:		
The	 cinematographer's	 initial	 and	most	 important	 responsibility	 is	 telling	 the	













phases	 of	 production	 is	 in	 the	 opening	 pages	 of	 the	 10th	 edition	 of	 the	 American	
Cinematographer’s	manual.	Since	its	first	edition	(Mascelli,	J.	1960)	the	ASC	manual	has	been	
a	useful	 resource	 for	aspiring	and	professional	 cinematographers	around	 the	world10.	 It	 is	
abundant	 in	 technical	 information,	 charts,	 white	 papers	 and	 articles	 on	 the	 technical	
evolution	of	imaging	tools.	It	therefore	offers	a	very	specific	reading,	predominantly	technical,	












every	 aspect	 of	 the	making	 of	 a	 film.	 In	 line	 with	 Hitchcock’s	 statement	 above,	 we	may	
consider	 how	 the	 story’s	 historical	 context	 can	 be	 conveyed	 through	 choices	 of	 location	
(architecture),	lighting,	costumes	and	makeup,	means	of	transport,	artefacts	(or	“props”)	and	
in	terms	of	the	colour	palette.		Each	of	these	speaks	to	a	collective	memory	contained	in	a	
multitude	 of	 mediums	 (e.g.	 paintings,	 photographs,	 magazines	 and	 newspapers)	 as	
representations	of	 specific	historical	periods.	Every	aesthetic	 choice	made	 in	 terms	of	 the	
																																																						
10	This statement is based entirely on my experience, having worked as 2nd assistant camera (AC), 1st 




social	background	 (of	 the	characters).	Historical	 context	 shapes	viewers’	expectations	and	
agreement	of	what	 is	possible	 in	terms	of	character	and	plot.	We	would	not,	for	example,	
accept	a	resolution	to	a	crisis	in	the	form	of	a	text	message	sent	by	one	character	to	another	
















shortcoming	of	 film	 scriptwriting,	 but	 rather	 as	highlighting	 the	unique	 role	of	 powerfully	
engaging	 cinematography	 in	 visual	 storytelling.	 The	 term	 “visual	 style”	 therefore	must	 be	
reconsidered	in	terms	of	its	specific	application	to	cinematography.			
	














Lazlo’s	 approach	 embraces	 both	 creative	 and	 technical	 competencies	 in	 producing	 the	
cinematic	text.	He	balances	creative	and	technical	imperatives	with	the	objective	of	creating	





creative	 transition	 from	 established	 and	 formal	 modalities	 is	 evident	 in	 his	 earlier	 films	
Warriors	 (Hill,	 1979)	 and	 Southern	 Comfort	 (Hill,	 1981),	 in	 which	 he	 eschewed	 “good	
photography”	in	favour	of	“bad	photography”	(Laszlo	and	Quicke,	2000,	p.	10)	and	may	offer	





produce	 high	 quality	 cinematic	 images.	 This	 is	 in	 terms	 of	 exposure	 and	 lighting,	 when	
working	with	the	technical	limitations	of	lenses,	lights,	cameras	and	emulsion	film	stocks	that	
were	 available	 at	 the	 time.	 With	 a	 few	 notable	 exceptions,	 such	 as	 Greg	 Tolland’s	
photography	on	Citizen	Kane	(Wells,	1940)	and	Grapes	of	Wrath	(Ford,	1940),	this	view	was	












organised	 and	 recorded	 through	 the	manipulation	 of	 reflected	 light	 in	 the	 camera.	 	 The	
arrangement	 of	 these	materials	 and	 the	mise-èn-scene	 should	 cohere	with	 the	 director’s	
vision	and	the	essential	meaning	of	the	film.	The	question	that	arises	from	this	is	how	ideas	
(about	meaning)	connect	with	and	shape	the	creative	cinematic	process	of	image	production.	
This	 question	 has	 significant	 empirical	 implications	 in	 understanding	 the	 process	 of	








meaning	 of	 the	 film.	 We	 can	 describe	 this	 process	 as	 the	 development,	 processing	 and	




film;	 a	 space	 shared	 by	 the	 director	 and	 the	 cinematographer.	 Whereas	 the	 director’s	
preoccupation	 is	 predominantly	 with	 dialogue	 and	 performance,	 the	 cinematographer	 is	
preoccupied	with	the	shaping	of	light	-	the	writing	material	of	the	visual	text,	the	positioning	
and	movement	of	the	camera	in	relation	to	the	scene	and	the	technical	concern	of	correct	








Considering collaboration from the perspective of visual language 
One	of	the	perennial	problems	in	attempting	to	define	and	ring-fence	the	cinematographer’s	
responsibilities	is	that	there	is,	in	truth,	an	area	of	overlap	with	those	of	the	director,	and	to	












creates	 a	 vision	 for	 the	 film	 based	 on	 his	 personal	 stylistic	 preferences,	 interests	 and	
interpretation	of	 a	 story	 and	 the	 controlling	 idea.	 There	 are	many	 variants	 to	 how	 this	 is	
achieved;	 notable	 is	 the	 famed	 Hitchcock	 practice	 of	 detailed	 and	 meticulous	 planning	
(Truffaut	et	al.,	 1984).	We	can	 find	a	more	 intuitive	and	 responsive	approach	adopted	by	
renegade	Hollywood	auteur,	David	Lynch	(see	Inland	Empire,	2006	and	Side	by	Side,	2012).	
Irrespective	of	differences	in	approach	and	application,	common	to	all	is	the	basic	premise	of	








in	 which	 cinematographers	 respond	 to	 ideas	 in	 the	 creation	 of	 cinematic	 images.	 The	
17	
	










that	 cinematography	 is	 a	 language	 that	 is	 distinct	 from	 other	 modes	 of	 expression	 (e.g.	
writing,	theatre,	painting	or	music),	in	the	way	it	processes	and	expresses	ideas.		
	




world.	 The	 automatism	 and	 non-selectivity	 of	 mechanical	 reproduction	 makes	 it	
possible	 for	cinema	to	break	with	traditional	hierarchies	of	representation”	(Shaviro,	
1993,	p.	32)	







and	 applies	 technology	 and	 skill	 to	 create	powerfully	 engaging	 images	 in	 response	 to	 the	
director’s	vision.		
Badiou	affirms	this	view	by	saying	that	story	and	plot	may	not	be	the	real	subjects	of	a	film.	









style	 that	 articulates	 that	 vision	 in	 the	medium	 of	 cinema.	 Implicit	 in	 that	 process	 is	 the	
demand	for	a	high	level	of	technical	competency	and	visual	literacy.	
Conclusion 











Chapter 2 - Creative and collaborative aspects in relation to the 



















considerations	 and	 creative	 interests	 alongside	 a	 critical	 academic	 mode	 of	 writing	 will	





2006)	 and	Oil	 On	Water	 (Matthews,	 2007),	 on	 which	 I	 worked	 as	 cinematographer.	 The	
objective	of	this	chapter	is	to	extract	possible	meanings	of	the	term	“visual	style”	in	relation	














wide	 range	 of	 creative	 challenges	 and	 possibilities	 that	 each	 new	 project	 brings	 to	 light.	
Feature	film	development	and	production	endeavors	often	require	that	the	cinematographer	




explore	 these,	 in	 a	 predominantly	 reflexive	mode	of	 analysis,	within	 the	 critical	 academic	
framework.	My	ambition	with	this	dissertation	is	to	critically	engage	with	and	develop	a	high	
level	 of	 understanding	 of	 my	 own	 intuitive	 creative	 practices	 in	 the	 profession	 of	
cinematography.		
 
Oil On Water (Matthews, 2007)	
Introduction 
The	 film	Oil	 on	Water	 (Matthews,	 2007)	 begins	 as	 a	 seemingly	 happy	 and	 light	 romantic	
melodrama.	The	two	main	characters	are	Anna	and	Max.	The	viewer	learns	at	the	beginning	
of	 the	 film	 that	 Max	 is	 taking	 art	 classes	 in	 which	 Anna	 works	 as	 a	 figure	 model.	 In	 a	
conversation	that	follows	it	is	revealed	that	Anna	studies	journalism.	The	story	is	located	in	
contemporary	Durban.		Anna	and	Max	meet	during	an	art	class	workshop.	A	light	conversation	






steady	 and	 comfortable	 track	 around	 their	 respective	 interests.	 Anna	 is	 working	 on	 her	









meaning,	 the	 journey	 ahead	 and	 the	 finding	 of	 purpose	 and	 meaning.	 These	 anecdotes	
appear	 to	 be	 extracted	 from	 her	 own	writing.	 	 The	 viewer	 is	 thus	 offered	 a	 view	 of	 this	
relationship,	its	history,	context	and	possible	future	as	the	story	navigates	through	a	tapestry	


































































and	Anna	 leaves.	This	brings	 the	 film	to	 the	 final	 sequence	that	 intercuts	between	Anna’s	








for	 the	 film.	 Therefore,	 much	 of	 the	 meaning	 and	 vision	 for	 the	 film	 were	 extracted,	
developed	 and	 designed	 from	 the	 final	 script.	 The	 development	 period	 was	 defined	 as	
predominantly	the	breakdown	of	each	scene	of	the	script	into	individual	shots,	the	choice	of	










inspiration,	 and	 dark	 tragedy,	 shape	 the	 trajectory	 of	 the	 main	 story	 arc.	 Therefore,	 as	
cinematographer,	 I	 thought	 of	 these	 ideas	 from	 the	 outset	 as	 important	 cues	 in	 the	
development	of	the	visual	style.		
	

















vision	which	 is	 developed	 and	 agreed	 to	 (indeed	 contractually	 “signed-off”)	 between	 the	
production	company,	agency	and	client.	The	intended	message,	usually	expressed	in	a	punch	
line,	and	the	aesthetic	must	engage	the	viewer	and	communicate	the	brand	values.		For	the	
cinematographer,	 commercial	production	offers	an	opportunity	 to	 focus	entirely	on	visual	
details	 and	 technical	 craft.	 During	 filming,	 there	 is	 considerably	 more	 time	 allocated	 to	
designing	and	setting	up	each	shot	 in	 terms	of	 the	mise-èn-scene.	Perhaps	because	of	his	






























Cost	 is	an	 important	production	concern	 that	prominently	 influences	creative	and	stylistic	
choices.	When	the	costing	of	Oil	On	Water	began	at	the	early	stage	of	script	development,	











shorter	 with	 emulsion	 film.	 Therefore,	 in	 a	 restricted	 budget	 economy	 it	 is	 important	 to	
calculate,	plan	and	anticipate	the	duration	of	each	shot	for	two	main	reasons:	first,	that	there	
is	enough	film	in	the	camera	magazine	to	record	the	full	duration	of	the	shot	–	for	if	not,	a	





setup)	 is	 much	 lower	 with	 film	 than	 with	 digital	 filming.	 This	 leaves	 marginal	 space	 for	
improvisation	 or	 additional	 takes	 (due	 to	 performance,	 dialogue	 or	 exposure	 and	 camera	
operating	issues).	Added	to	this	is	the	fact	that	emulsion	film	stock	comes	in	only	two	possible	
colour	balance	 sensitivities:	 tungsten	 (for	most	 artificial	 lighting,	 especially	 in	 interior	 and	
night	 shoots),	 and	daylight.	 This	necessitates	 an	accurate	 scene	breakdown	 for	 the	entire	
script	in	order	to	allocate	the	correct	number	of	daylight	and	tungsten	film	rolls	for	the	entire	
production.	 The	material	 difference	 in	 recording	 time	 has	 an	 impact	 on	 filming	 style	 and	
performance.	 Emulsion	 film	 production	 requires	 each	 setup	 to	 be	 well	 rehearsed	 before	
recording	begins	 in	order	 to	avoid	wastage	and	 to	make	 sure	 that	 the	whole	 take	 can	be	




this	 was	 aesthetic;	 both	 the	 cinematographer	 and	 director	 were	 of	 the	 opinion	 that	 the	
inherent	latitude	and	dynamic	range	of	the	emulsion	film	format	corresponded	with	the	visual	
style	being	developed.	At	the	time	of	production,	although	significant	breakthroughs	were	
made	 in	digital	 technology,	 film’s	 latitude,	 the	range	of	exposure	tones	between	over	and	
underexposure,	exceeded	that	offered	by	digital	technology	and	allowed	for	a	wider	variety	
of	 tonal	 and	 colour	 range.	 In	 terms	 of	 the	 gradual	 transition	 from	 the	 established	
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“picturesque”	 style	 of	 cinematography	 at	 the	 beginning	 of	 the	 film	 to	 an	 aesthetic	 of	













the	 camera	 scans	 the	 scene	 in	 front	of	 it.	 The	 camera	 seems	 to	be	objectively	observing,	
































This	 critical	 insight	 leveraged	 against	 the	 film’s	 groundbreaking	 use	 of	 camera	movement	
came	out	when	I	Am	Cuba	was	released	in	the	USSR	in	1964;	or	as	Oukaderova	says:	
Anchoring	the	initial	critical	dismissal	of	 I	am	Cuba	was	a	perception	that	the	film’s	
formal	 and	 narrative	 means	 fundamentally	 undermined	 one	 another,	 that	 its	
extraordinary	camerawork	undercut	the	stories	it	told.	(Oukaderova,	2014,	p.	4)	
This	point	of	criticism	highlights	the	importance	of	the	collaborative	project	in	bringing	the	
various	aspects	of	 the	story	and	film	 into	harmony,	as	 it	speaks	directly	 to	the	role	of	 the	




on	 some	 three	 decades	 earlier.	 This	 may	 suggest	 that	 the	 parameters	 for	 perception,	
understanding	and	appreciation	of	the	cinematic	imagery	are	at	the	very	least	fluid.		
The	final	choice	made	in	the	development	of	the	visual	style	for	Oil	On	Water	was	to	begin	
with	 subtle,	 stable	 camera	 movement,	 enabled	 by	 tracking	 and	 craning	 camera	 support	
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systems.	 The	 movement	 should	 at	 first	 complement	 and	 harmonise	 with	 compositional	
elements	such	as	the	movement	of	actors	in	the	space,	or	in	line	with	architectural	design	
elements.	 As	 the	 plot	 progresses	 however,	 camera	 movement	 gradually	 contradicts	 and	
subverts	 the	movement	style	that	was	established	at	 the	beginning	of	 the	film:	stability	 is	







escalation	 in	 schizophrenic	 episodes.	 Since	 the	 lead	 character	 is	 a	 painter,	 creating	 those	
paintings	presented	a	blueprint	for	the	trajectory	of	his	story.	Additionally,	the	paintings	were	
visual	 expressions	 of	 invisible,	 internal	 events.	 This	 created	 the	 opportunity,	 during	
development,	 to	 anchor	 the	 conversation	between	 the	 cinematographer	 and	 the	director	
with	 clear	 visual	 references.	 The	 paintings	 presented	 a	 destination	 mark	 for	 the	 final	







story	 can	 proceed”	 (Bordwell	 in	 Hayward,	 1996,	 pp.	 233–4).	 To	 paraphrase	 Hayward’s	












Contrast, Light and Colour 
The	discussion	of	the	possible	impact	of	colour	balance	and	colour	tonal	values	on	viewers’	
emotional	response,	interpretation	of	story	and	resonance	with	the	theme	can	be	found	in	
interviews	 with	 cinematographers,	 technical	 publications	 (such	 as	 American	
Cinematographer,	100	years	of	European	Cinema	and	Shooting	Time),	and	critical	essays	(see	
Kress	and	Van	Leeuwen,	2002).	Painter	Wassily	Kandinsky	developed	a	theoretical	framework	
for	 a	 discussion	 of	 the	 psychological	 impact	 of	 colour	 in	 painting.	 Kandinsky	 argues	 that	




Cinematographer	 and	published	writer	 Vottotio	 Storaro	 applies	 Kandinsky’s	 theory	 of	 the	
psychological	 impact	 of	 colour	 to	 the	 cinematic	medium.	 Storaro	 proposes	 a	 theory	 that	






as	 The	 Conformist	 (Bertolucci,	 1970),	 Apocalypse	 Now	 (Coppola,	 1979),	 1900	 (Bertolucci,	
1976)	and	The	Last	Emperor	(Bertolucci,	1987),	where	he	eschews	the	naturalist	approach	to	





be	measured.	Therefore,	 the	 theory	of	 the	“psychological	working	of	colour”	 is	presented	





desire	 to	 evoke	 in	 the	 viewer	 certain	 emotional	 and	 psychological	 responses	 and	 not	
exclusively	the	outcome	of	an	intuitive	response	to	the	script.		
	
There	 are	 two	 aspects	 in	 the	 approach	 to	 colour	 design	 which	 were	 considered	 during	
development:	overall	 colour	 tone	and	 colour	balance	 in	 the	mise-èn-scene.	Overall	 colour	
tone	is	achieved	during	filming	by	means	of	lens	filtration	and	lighting	in	relation	to	colour	
temperature	of	the	lighting.	Since	the	choice	was	made	for	emulsion	film	format	the	designed	





colour	 bias	 or	 augment	 it.	 There	 is	 a	 growing	 variety	 of	 such	 filters	 with	 many	 creative	
possibilities.	It	is	important	to	note	that	there	are	many	subtle	differences	in	choosing	one	
method	over	another	in	order	to	achieve	certain	colour	tones	in	specific	scenes.	The	choice	
can	 be	 determined	 by	 the	 personal	 preference	 of	 the	 cinematographer	 together	with	 his	
specific	experience.			
	
The	 opening	 scenes	 of	Oil	On	Water	 are	 photographed	with	warm	 tones	 and	 a	 balanced	
colour	 contrast	 that	 resonates	with	 compositional	 choices	 (see	Figure	1.).	 The	wide	 shots	
include	warm	 highlights	 and	 locations	were	 filmed	 close	 to	 sunrise	 or	 sunset	 in	 order	 to	
augment	the	formal	elements	of	the	picturesque.	The	ambition	which	was	discussed	during	
development	 was	 to	 establish	 a	 classic	 romantic	 melodrama,	 to	 embellish	 the	 choice	 of	
locations	 for	 the	 scenes	 with	 a	 balance	 of	 warm	 tones	 and	 attractive	 texture.	 As	
cinematographer,	I	had	to	interpret	this	vision	and	produce	technical	documents	and	scene-
by-scene	breakdowns	that	map	out	this	visual	strategy.	The	guiding	principle	was,	as	with	the	































The	 importance	of	 this	biographical	exposition	 in	 the	context	of	 the	 film	analysis	 is	 that	 it	








introduction.	 The	 desire	 to	 invent,	 to	 subvert	 established	 modes	 of	 representations	 and	
narrative	 forms	 underlay	 many	 of	 the	 discussions	 between	 the	 director	 and	 the	

























man	 who	 sexualises	 maternal	 tenderness.	 Through	 these	 scenes	 of	 sexual	 encounters	
between	prostitutes	and	their	eclectic	range	of	clients,	the	viewers	connect	with	a	vision	of	






Alongside	 these	 client-prostitute	 scenes	 the	 plot	 revolves	 around	 the	 search	 for	 Selene’s	
father.	In	the	early	part	of	the	film	Sugar	Man	sets	a	contract	with	a	shady	character	called	
Scorpion	to	find	and	kill	the	father	of	Selene’s	child.	We	do	not	know	why	since	Sugar	Man’s	



























This	 set	 of	 anti-structure	 variations	 doesn't	 reduce	 the	 Classical	 but	 reverses	 it,	
contradicting	 traditional	 forms	 to	 exploit,	 perhaps	 ridicule	 the	 very	 idea	 of	 formal	
principles.	(McKee,	1997,	p.	46)	
The	 world	 of	 the	 film	 is	 dense,	 liquid	 and	 muddy	 as	 plot	 threads,	 and	 logic,	 frequently	























































































screens,	or	even	displayed	on	a	 television	screen;	 the	most	basic	PAL	 resolution	domestic	





















It	was	 impossible	to	manually	control	 the	frame	rate,	exposure	control	or	 focus.	Changing	
lens	sizes	or	zooming	in	were	also	not	possible	at	the	time.	Basically,	all	the	commonly	applied	
tools	 of	 cinematography	 were	 not	 available	 to	 the	 cinematographer.	 One	may	 therefore	
question	 the	 very	 agency	 of	 the	 cinematographer	 in	 the	 development,	 design	 and	
implementation	 of	 the	 look	 of	 the	 film.	 The	 reader	may	 recall	 a	 previous	 section	 in	 this	
dissertation	 that	 engages	 the	 early	 history	 of	 cinema:	 what	 was	 the	 role	 of	 the	
cinematographer,	if	indeed	there	was	one,	at	the	time	when	imaging	technology	did	not	allow	
for	 movement,	 colour,	 exposure	 controls	 and	 camera	 operating?	 In	 SMS	 Sugar	Man	 the	
cinematographer	had	to	forego	all	cinematographic	conventions,	the	tools	of	the	craft,	and	
create	new	ones.	 In	 the	 following	 sections	 I	will	 discuss	 in	detail	 the	 various	 aspects	 that	
pertain	to	the	elements	of	visual	style.		
	
















response	a	 look	 for	 the	 film	 from	stock	cinematic	 conventions.	Rather,	a	vision	had	 to	be	
worked	out	of	 the	materials	 that	we	 collected	during	development.	 Indeed,	development	
time	 was	 devoted	 equally	 to	 the	 labour	 of	 abandoning	 conventions	 and	 creating	 new	
pathways.		
	
In	 “adapting	 to	 the	 reality	 of	 the	 camera”	 it	 became	 apparent	 that	 composition	 and	
movement	 are	 interlinked.	 The	 camera	 had	 a	 single	 lens,	 with	 a	 field	 of	 view	 that	
approximates	 that	 of	 14mm	or	 18mm	 lens	 on	 a	 Super35mm	 camera,	which	 calculates	 at	
approximately	80°-	85°	horizontal	field	of	view.	This	lens	could	not	be	modified	in	any	way;	





change	 lens	sizes	 in	order	 to	achieve	 the	 ideal	perspective	 for	each	shot	 type	 (e.g.	
wide-shot,	medium-shot	or	close-up).		























You	 (the	 cinematographer	 –	 ET)	were	 stripped	 of	 all	 your	 defenses	…	 the	 ontological	
reality	of	being	in	the	space	with	the	camera	denied	you	of	all	the	tools	of	identity	that	
operate	 as	 a	 DOP	 on	 a	 film	 set.	 That	 is	 beautiful,	 that	 vulnerability	 comes	 through	
especially	 in	 the	 scene	 with	 John	Matshikiza	 because	 it’s	 not	 just	 John	 who	 is	 being	
vulnerable,	 it’s	 you	 Eran	 Tahor	 the	 cinematographer…	 it’s	 all	 terribly	 intimate,	 it’s	
uncomfortable	…	it	was	wonderful,	we	were	all	just	inventing	this	stuff.	(Kaganof,	2016)	
 












rhymes	with	 the	 tune	of	 its	 own	 internal	 logic.	 The	dominant	 colour	palette	 is	warm	and	
saturated,	as	if	a	digital	version	of	an	oil	painted	canvas.	There	is	nothing	naturalistic	about	
this	rendition	of	the	scene,	rather,	the	viewers	are	introduced	to	an	impressionistic	view,	a	

















































scarcity	 of	 resources,	 such	 as	 time,	 equipment	 and	 crew,	 necessitate	 wider	 areas	 of	

























films.	 The	 reasons	 for	 choosing	 to	 focus	 on	 a	 specific	 format	 as	 a	 career	 track	 in	
cinematography	 are	 usually	 based	 on	 personal	 interests.	 Indeed,	 while	 the	 tools	 of	













story	 presented	 in	 the	 final	 distributed	 film	 is	 different	 from	 the	 script	 from	 which	 it	
originated;	this	is	not	uncommon	in	independent	low	budget	filmmaking.	For	the	purpose	of	







the	 Film	 and	 Television	Division	 in	 the	Wits	 School	 of	 Arts.	 I	 therefore	 expected	 that	 the	
experience	of	developing	and	filming	Impunity	should	be	different	from	my	engagement	with	
Oil	On	Water	and	SMS	Sugar	Man	in	the	way	that	critical	academic	thinking	would	inform	the	
discussions.	 	 Indeed,	 our	 conversations	 about	 this	 project	 were	 imbued	 with	 a	 heavily	
conceptual	and	theoretical	mode	of	 ideation.	The	thinking	around	the	meaning	of	the	film	






are	 very	 different	 from	 each	 other	 in	 terms	 of	 their	 background,	 occupation	 and	 social	









Story and Script 
Impunity	opens	with	a	sequence	of	wide	shots	on	a	desolate	beach.	The	camera	is	handheld	
and	the	landscape	depicted	is	a	desolate	sandy	beach	with	Echo	the	only	person	in	it.	The	


























non-chronological	 and	 the	 viewer	 often	 sees	 the	 consequence	 before	 the	 action	 itself	 is	
revealed.	This	clear	and	deliberate	choice	was	made	by	Mistry	at	the	time	of	editing	the	film,	














At	 the	 end	of	 this	 section	of	 the	 film,	 as	 the	 viewer	 is	 taken	back	 to	 the	desolate	beach,	
security	 camera	 footage	 is	 interspersed	with	 the	 beach	 sequence.	Mistry	 decided	 to	 use	
actual	scenes	of	violence,	all	filmed	in	South	Africa.	This	edited	selection	of	robbery	scenes,	

































conviction	of	Derren	and	Echo.	Eventually	 the	 four	drive	together	on	an	 inland	 journey	to	
Pretoria,	where	hopefully	this	interrogation	and	conviction	process	would	come	to	an	end.	
There	 seems	 that	Dingane	has	 little	 interest	 in	 the	 truth,	 as	 he	 frequently	 reports	 to	 and	
updates	both	the	minister	and	Lifa.	Truth,	justice	and	political	interest	are	forces	that	shape	
the	 lives	 of	 the	 characters	 involved	 in	 this	 investigation	 and,	 as	 with	 ‘real’	 and	 ‘fiction’	
discussed	earlier,	lines	become	blurred.		Naveed	and	Dingane	try	to	get	a	complete	picture	of	
the	 events	 that	 occurred	 on	 the	 night	 of	 Zanele’s	murder	 from	 Derren	 and	 Echo.	 In	 the	
process,	the	film	keeps	cutting	back	to	prior	events,	which	further	complicate	and	disrupt	the	
narrative.	The	truth	becomes	layered,	fragmented,	perhaps	unattainable,	it	is	possible	that	











































staff	 allow	 them	 to	 cross	 paths	 with	 Marise	 and	 her	 father	 who	 are	 being	 seen	 by	 the	
paramedics.	 This	 invokes	 a	 strong	 emotional	 response	 from	 Echo	who	 has	 thus	 far	 been	
mostly	restrained.	Shouting	erupts	as	Echo	suddenly	pulls	out	a	gun	she	has	been	hiding	since	










Director and cinematographer collaboration 
As	cinematographer	I	had	a	rare	opportunity	in	Impunity	to	engage	with	the	script	and	the	
















• The	 story	 follows	 Echo	 and	 Derren’s	 journey	 towards	 the	 border.	 After	 they	 are	
caught,	 the	 journey	 takes	 a	 turn	 inland	 and	 we	 follow	 their	 route	 to	 Pretoria.	
Landscape	plays	an	important	role	in	Impunity.	How	do	we	give	expression	to	this	role	
of	the	South	African	landscape	in	shaping	the	meaning	of	the	film?	
• The	desolate	beach	 is	attributed	with	mythical	qualities.	 It	 is	 the	only	place	where	




An	 important	 aspect	 of	 the	 director-cinematographer	 relationship	 is	 reconciling	 different	
points	of	view.		Cinematographer	Andrew	Laszlo	offers	the	following	insight:	








enhance	 the	 film.	 Based	 on	my	 experience	 of	 different	 types	 of	 prior	 collaboration	 on	 a	
number	of	creative	projects	I	agree	with	Laszlo’s	position.	It	can	be	argued	that	in	many	cases	
disagreements	 are	 not	 only	 inevitable	 but	 are	 instrumental	 and	 a	 positive	 component	 of	
creative	development	in	films.	
In	comparison	with	Oil	On	Water	and	SMS	Sugar	Man,	there	was	much	less	emphasis	on	the	
material	 aspects	 of	 production	 and	 possible	 methodologies	 in	 our	 discussions.	 As	 the	
development	progressed	we	decided	to	test	some	possible	practical	applications	of	some	of	
the	 ideas	 we	 discussed	 in	 theory.	 The	 director	 and	 cinematographer,	 at	 this	 stage,	 were	
motivated	to	test	possible	collaborative	methodologies	in	practical	terms.	The	framework	for	
the	tests	was	to	compare	working	methodologies	with	emulsion	and	digital	film	production.	







it	 projects,	 thus	 distorting	 the	 natural	 ratio	 of	 vertical	 to	 horizontal	 lines.	 The	 use	 of	
anamorphic	lenses	produces	an	image	that	appears	“squeezed”:	taller	and	narrower	than	its	





















production	 facility,	 Mistry	 and	 I	 analysed	 and	 discussed	 each	 shot	 in	 terms	 of	 its	 visual	
properties.	We	 began	 to	 consider	which	 of	 the	 shots	 that	we	 viewed	would	work	 as	 the	
reference	 for	 the	 chosen	 visual	 style	 of	 Impunity.	 There	 were	 several	 choices	 which	 we	











The	projected	 footage	of	 the	 Super16mm	material	was	mostly	warmer	 in	 tone.	 It	 had	 an	
intense	grain,	especially	in	underexposed	areas	and	in	the	night	shots.	The	contrast	was	sharp	
at	times	but	lacked	definition	in	the	low	key,	or	dimly	lit	scenes.	Mistry	strongly	believed	that	
the	 grainy	 texture	 referenced	 the	 iconic	 and	 familiar	 style	 generally	 associated	 with	
52	
	
independent,	 low	 budget	 ‘underground’	 cinema.	 We	 both	 agreed	 that	 it	 energised	 the	
images,	disrupted	clarity	and	therefore	could	work	well	to	express	the	theme	of	violence,	and	
the	 tension	 between	 Naveed,	 Dingane,	 Echo	 and	 Derren,	 across	 the	 entire	 film.	 The	
Super16mm	footage	appeared	to	have	a	force	of	authenticity	commonly	associated	with	low	



















to	a	digital	only	production	economy,	and	 the	Film	Lab	was	 losing	 its	 financial	 viability.	 It	
would	 very	 likely	 shut	 down	 near	 the	 time	 of	 our	 scheduled	 filming.	 Developing	 and	
processing	 Super16mm	 emulsion	 film	 in	 the	 lab	 requires	 skill	 and	 attention	 to	 detail.	
Super16mm	is	prone	to	scratching	and	dirt	marks.	I	was	concerned,	especially	since	parts	of	
Impunity	would	be	filmed	out	of	town	and	raw	footage	would	have	to	be	shipped	and	our	
material	 could	 suffer	 as	 a	 result.	 Indeed,	 the	 Johannesburg	 Film	 Lab	 slowed	 down	 their	













available	 for	 the	production	would	be	very	heavy	 for	handheld	 camera	operations.	The	G	
series	lenses	are	longer	and	much	heavier	than	their	equivalent	focal	size	spherical	lenses.	It	
would	be	difficult,	if	not	impossible,	to	handhold	the	camera	in	the	many	interior	car	shots,	
in	 other	 tight	 spaces	 and	 on	 long	 handheld	 takes.	 However,	 it	 was	 almost	 immediately	
decided	that	the	wide	screen	aspect	ratio	of	2.40	would	help	express	the	important	role	of	

















of	 the	 filming	 location,	which	was	 potentially	 problematic	 in	 light	 of	 the	 large	number	 of	
54	
	


















at	play	an	 important	part	of	 shaping	 character	dynamics	 in	 the	driving	 scenes.	 There	was	
therefore	 a	 deliberate	 choice	 to	 use	mirrors	 in	 order	 to	 include	 the	 characters’	 gaze	 and	
reaction	to	this	in	the	same	frame.	Mirrors	were	constantly	adjusted	and	‘framed’	in	such	a	














































calamity	 that	 follows.	My	 intention	 as	 cinematographer	was	 to	 produce	 iconic	 shots	 that	
resonate	and	remain	in	the	viewer’s	mind	to	counter	balance	the	intensity	of	the	violent	and	




Light, Colour and Contrast 






































standoff	between	 two	bodies	 (Figure	1),	and	 the	shot’s	prolonged	duration	appears	as	an	
ominous,	 foretelling	 pause.	 Indeed,	 much	 later	 in	 the	 sequence	 Echo	 smashes	 the	 same	
sculpture	on	Karen	Kelly’s	head,	perhaps	articulating	the	banality	of	violence	as	a	recurring	





Production	designer	Esme	Viviers	and	 I	worked	closely	during	 the	development	 stage	and	

































of	 underexposure	 and	 lighting	 creating	 the	 appearance	of	 a	 night	 scene.	 In	 designing	 the	
visual	 style	 of	 this	 scene	 in	 Impunity,	 I	 mainly	 referred	 to	 the	 work	 of	 cinematographer	















of	 time	 spent	 on	 travelling	 to	 the	 various	 locations,	 this	 is	 a	 positive	 outcome	 of	 the	
meticulous	planning.			
	






























post-production	 image	manipulation.	The	 final	grade	process	 is	 the	 last	 stage	of	 the	post-
production	 phase	 in	which	 the	 final	 version	 of	 the	 edit	 is	 re-captured	 from	 the	 camera’s	
original	‘raw’	material	in	the	highest	possible	technical	quality.	This	material	then	is	reshaped	
and	treated	digitally	in	terms	of	colour,	texture	and	contrast.	Any	special	effects	that	were	
created	are	 inserted	here	and	 the	multiple	 visual	 layers	 are	given	a	uniform	 look.	 It	 is	 an	

































for	 the	 film.	 Impunity	opened	 for	public	 screening	 in	South	African	cinemas	on	28	August	
2015,	and	remained	on	circuit	for	only	a	week.	International	and	local	reviews	were	mostly	
critical	 of	 the	 film’s	 narrative	 structure	 and	 the	 explicit	 and	 disturbing	 violence.	 Poplak	
concluded	in	his	Mail	&	Guardian	review	of	Impunity	that:	
this	strange,	confounding,	disturbing	film	discards	narrative	coherence	for	mouth	feel	












Therefore,	 it	 would	 be	 hard	 for	me	 to	 assess	 here	 the	 success	 or	 failure	 of	my	work	 on	
Impunity	 in	 an	 objective	manner.	 In	 some	way	 I	 believe	 that	 the	 choices	 of	 widescreen,	
















century.	 This	 is	 largely	 due	 to	 critical	 developments	 in	 camera	 and	 lighting	 technology,	
alongside	evolving	perspectives	on	the	unique	power	of	visual	style	to	express	thematic	ideas.	
The	cinematographer’s	most	significant	contribution	to	the	development	and	production	of	
films	 is	 the	design	and	 implementation	of	 a	 visual	 style	 that	engages	with	and	articulates	
thematic	ideas,	the	world	of	the	story	and,	most	importantly,	the	director’s	vision.		
	


















by	 developments	 in	 imaging	 technologies	 stimulated	 the	 creation	 of	 a	 range	 of	 visual	
techniques	 designed	 to	 express	 the	 internal	 world	 of	 the	 characters.	 Thus,	 camera	 and	
lighting	 techniques	 were	 mobilised	 to	 expresses	 a	 wide	 range	 of	 thematic	 concepts.	
Cinematographers	 began	 to	 step	 in	 to	 the	 production	 phase	 as	 important	 contributors,	







coherent	 visual	 style	 is	 essentially	 a	 collaborative	 process.	 The	 director	 and	 the	
cinematographer	 must	 engage	 in	 the	 development	 of	 a	 cogent	 vision	 for	 the	 film,	 the	
discussions	therefore	focus	on	possible	ways	in	which	this	vision	can	be	achieved.	Technical	
resources,	specific	crew	roles,	location	settings	and	production	time	frame	are	considered	in	
order	 to	 construct	 a	 visual	 style	 in	 terms	 of	 movement,	 composition,	 framing,	 contrast,	
lighting	and	colour.	With	major	advancements	 in	 imaging	 technologies,	 recording	 formats	
play	an	 increasingly	 important	 role	 in	 these	discussions.	The	cinematographers’	expertise,	
creative	 processes	 and	 signature	 styles	 are	 essential	 factors	 in	 the	 development	 and	
production	phases.		
	
Cinematographer	 Roger	 Deakins	 explains	 that	 “without	 the	 inspiration	 and	 vision	 of	 a	
director,	the	work	of	the	cinematographer	remains	no	more	than	technique”	(Deakins	in	Van	
Oosterhout	 et	 al.,	 2012,	 p.	 167).	 Deakin’s	 statement	 illustrates	 the	 essential	 role	 of	 the	
director’s	vision	in	shaping	the	cinematographer’s	engagement.	It	can	therefore	be	argued	









of	 the	cinematographer	 in	development	and	production.	 It	 is	possible	to	 identify	common	
roles	and	areas	of	responsibilities	to	both	films;	these	are:	
• Professional	 competencies	 and	 knowledge	 of	 a	 wide	 range	 of	 technologies	 are	















much	of	 the	 film’s	 imagery	 to	 decisions	made	by	 the	 cinematographer,	 such	 as	Mistry	 in	
Impunity.	Others	keep	tight	control	over	almost	every	aspect	of	the	film,	such	as	Matthews	in	
Oil	on	Water.	Kaganof	invited	an	unusually	long	term	and	highly	involved	collaboration	with	
the	 cinematographer	during	which	 time	almost	every	aspect	of	 the	 film’s	 visual	 style,	 the	




Significant	 effort,	 skill	 and	 financial	 resources	 go	 into	 the	 development	 of	 ideas	 into	




into	 images,	 or,	 in	 using	 Bresson’s	 definition	 of	 the	 term,	 into	 cinematography.	 Pasolini’s	
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argument	 that	 the	 screenplay	 is	 not	 a	 work	 of	 literature	 is	 premised	 on	 this	 statement	
(Pasolini,	 1986),	 and	 cinematography	 therefore	 is	 linked	 to	 every	 phase	 of	 the	 film’s	
development.	
	
The	 film’s	 visual	 style	 is	 an	 expression	 of	 the	 cinematographer’s	 unique	 signature.	 The	
cinematographer	 relies	 on	 technical	 knowledge,	 experience	 and	 skill	 in	 order	 to	 realise	
creative	 stylistic	 choices.	 Understanding	 the	 qualities	 and	 creative	 potential	 that	 the	
cinematographer	adds	to	the	development	of	films	would	empower	producers	and	directors	
with	 meaningful	 terminology.	 An	 understanding	 and	 recognition	 of	 the	 roles	 of	 the	





specialisation	 in	 image	 design	 and	 experience	 in	 different	 modalities	 of	 production.	 The	
ongoing	detailed	engagement	of	the	cinematographer	with	the	creation	of	a	visual	style	is	an	
important	 creative	 force	 that	 significantly	 shapes	 the	 meaning	 of	 the	 film	 and	 viewers’	
experience.	An	 experienced	 cinematographer	 can	 add	 to	 the	 film’s	 patina	 a	 nuanced	 and	





Unions	 and	 guilds	 in	 the	 established	 North	 American	 and	 European	 industries	 provide	
guidelines	 that	 clearly	 define	 the	 professional	 role	 of	 the	 cinematographer.	 Professional	
contracts	 rely	 on	 these	 guidelines	 to	 define	 the	 roles,	 responsibilities	 and	 duties	 of	 the	
cinematographer	in	the	production.		The	developing	South	African	film	industry	does	not	have	
such	 guidelines,	 and	 this	 could	 be	 a	 major	 drawback	 for	 local	 film	 productions.	 The	
cinematographer’s	 involvement	 in	 the	different	 stages	of	 production	 and	post-production	







































































































































































































Important discussion forums and online articles: 
	
1. CML	-	Cinematography	Mailing	List	[http://www.cinematography.net/]	
	
1. The	American	Society	of	Cinematographers	[http://www.theasc.com/site/]	
2. American	Film	Institute	[http://www.afi.com/]	
3. British	Society	of	Cinematographers	[https://bscine.com/]	
4. British	Cinematographer	Magazine	[https://britishcinematographer.co.uk/]	
5. European	Federation	of	Cinematographers	[http://www.imago.org/]	
6. Cinematography.com	[http://www.cinematography.com/]	
7. Film	and	Digital	Times	[http://www.fdtimes.com/]	
	
	
	
	
